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Statement of Intent 
To produce an architecture that inspires deep human 
sensitivities and realizes it through the recording 
of "the only moment". This is achieved through the 
medium of photography. 
In that only moment, things are revealed, this is the 
moment of connections: time, alignments, light, events, 
meaning. 
Two subjects runs at the same time, architecture and 
photography. 
Exploration 
This exploration is to produce a place with spiritu-
ality through photographic techniques. The spirit in 
this place lS a spatial climate which seeks man's 
communion, not with unattainable gods, but with his 
own consciousness, time and reality. 
The project is composed of meditation space, refer-
ence library, and consultation service. It is im-
merged in a small mount at Admiralty. Circulation 
with increasing height, bring people from street level 
to the hilltop physically. And spiritually , it brings 
people from self-orientate, self-protection and dark-
ness to aggressiveness, sharing and receiving. This 
is the inspiration. 
From the eyes of a photographer, photographic ele-
ments are identified as: moments; corresponding to 
certain time of a day or a year. Morning and evening 
are chosen, as they are the threshold of lightness and 
darkness. Vista; focus is defined and views are 
framed. Light and shadows; Light is controlled and 
manipulated. Shadows contact us to the world of 
imagination. Fragment; capturing, exposing only the 
parts, not the whole, providing rooms for imagina-
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Photography is the image reproduction of 
optics. It records and re-presents the 
reality in the eyes of photographers, and 
also freezes the chosen time and space. 
Images are the habitat of the human's soul. 
Photographer captures the essence of people 
and places. He communicates with people 
eye to eye, and wanders around the place 
step by step. It is a dialogue. 
Photographer expresses the passion through 
making of images, from which viewers com-
municate with him. It is another dialogue, 
not face to face, but a superposition of 
our eyes, eyes of the image-maker and view-
ers. Viewers become the multiple of pho-
tographer, adopting his way of seeing the 
world. 
Viewers are tracers, with their eyes scan-
ning through each surface of the images; 
surfaces of the places and faces. It is 
also a dialogue, a dialogue between view-
ers and places millions miles away, and 
faces of strangers. The existence of en-
tity in images and the absence of those in 
reality make a contrast and provoke our 
awareness of own cultures. 








Archi tecture of dialogue. Architecture 
is a dialogue, a dialogue between human 
and building, a dialogue between people, 
rather than a building as the end. Human 
being are chemicals to react with the 
building surfaces and space, by touch-
ing, watching, playing, wandering, zoom-
ing in. Building as a place to draw people 
together, a tool to create linkages be-
tween people, an explorer to open up one's 
mind, by chatting, gathering, eating, 
celebrating, thinking, eye to eye con-
tact, face to face smile. 
i use [ photography] as a means to express myself. the viewfinder connects me with 
the surroundings. each image is the reflection of my mind, representation of the 
moment that provokes me at the bottom of my soul. it becomes an accessible medium 










































"Manufactured" or staged photography does 
not concern me. And if I make a judgment, 
it can only be on a psychological or so-
ciological level. There are those who take 
photographs arranged beforehand and those 
who go out to discover the image and seize 
it. For me, the camera is a sketch book, 
an instrument of intuition and spontane-
ity, the master of the instant which - in 
visual terms - questions and decides si-
multaneously. In order to "give a mean-
ing" to the world, one has to feel oneself 
invol ved in what he frames through the 
viewfinder. This attitude requires - con-
centration, a discipline of mind, sensi-
tivity, and sense of geometry. It is by 
great economy of means that one arrives 
at simplicity of expression. One must al-
ways take photos with the greatest re-
spect for the subject and for oneself. 
To take photographs is to hold one's breath 
when all faculties converge in the face 
of fleeing reality. It is at that moment 
that mastering an image becomes a great 
physical and intellectual joy. 
To take photographs means to recognize -
simultaneously and within a fraction of a 
second - both the fact itself and the 
rigorous organization of visually perceived 
forms that give it meaning. It is putting 
one's head, one's eye and one's heart on 
the same axis. 
As far as I am concerned, taking photo-
graphs lS a means of understanding which 
cannot be separated from other means of 
visual expression. It is a way of shout-
lng, of freeing oneself, not of proving 
or asserting one's own originality. It is 
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This is the only moment. This is the moment of 
connections. Before or after this instant, they, 
people in pavement, street furniture, people 
in the bus, facilities within bus compartment, 
reflections on the glasses ... are separated. 
When camera just moves to a particular loca-
tion, when the bus just moves to a precise 
position, this image is being captured. Things 
are revealed at that instant; brightness of the 
street, darkness of the bus compartment, illu-
sions on the glass panel, crowdedness of the 
street, compactness of urban life . . . L~ ______ ~ ____________ ~ 
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Thesis is an instrument to discover who am I. 
I have two identities. I am an archi tect and a photog-
rapher. In this thesis, I position myself in-between 
these two indeti ties. Photography becomes the S timula tor in 
the process of architectural thinking at the beginning, or/and 
during the process. 
Experiments are conducted to explore, to investigate, to 
exam, regarding the process of image making, the association 
between photography and architecture, the abstract thinking about 
my own images, the images of Hong Kong ..... . 
From these experiments of different perspectives, particular 
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[ P ] Rectangular proportion of photo paper or the film de-
fine certain visual meaning, else different proportion and the 
orientation of the rectangle imply diverse psychological defi-
nitions. 
Horizontal orientation: represent peace, stillness, relax, 
balance, detach 
Vertical orientation: represent restrict, crowded, tension, 
adjacent 
Square is a "safe" proportion, no tension in vertical composi-
tion, and not boring in horizontal composition. 
[ a ] proportion: 
the comparative, 
proper, or harmo-
nious relation of 
one part to an-
other or to the 
whole with respect 
to magnitude, 
quantity, or de-
gree. also, the 
equality between 
two ratios in 
which the first of 
the four terms 
divided by the 
second equal the 
third divided by 
the fourth. 
proportion • composition 
texture • material • pattern 











rial and the 
unique pattern 
on the surface. 
[ a ] texture: the visual 
and especially tactile 
quality given to a sur-
face by the size, shape, 
arrangement, and propor-
tions of the parts. Tex-
ture also determines the 
degree to which the sur-
faces of form reflect or 





[ P ] The basis of photography is light. 
"Photography" means "painting with light". 
Daylight at different time of a day imposed 
varied moods and atmosphere on the objects. 
Meanwhile, the contrast between light and 
shade are often used to strengthen the 
sense of space and interest of light. 
Notre Dame du Haut, 
Ronchamp, France, 
LeCorbusier, 1952 
[ a ] "Architecture is the ,masterly, 
correct and magnificent play of masses 
brought together in light. Our eyes are 
made to see forms in light; light and 
shade reveal these forms ... " 
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[ P ] In composition 
of an image, geometric 




circle, etc., are 
positioned to interact, 
echo and contrast with 
each other; a triangle 
adjacent to a circle, a 
small square inside a 
circle. 
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and parts of a 
composition as 
as to produce a 
coherent image; 
the formal 
structure of a 
work of art. 
gesture 
1. bear, carry, carry on, 
perform 
2. manner of carrying the 
body; carriage, deportment; 
position, posture, or at-
titude of the body 
3. movement of the body, or 
limbs, now only as an ex-
pression of thought or feel-
ing; the use of such move-
ments as an expression 
of feeling or a rhetorial 
devices. 
4. an action performed as a 
courtesy, formali ty, or 
symbol to indicate an in-
tention or evoke a response 
5. direct a person by -
communication, hint, in-
sinua tion, cue, express, 
trace, pointer, indicator, 
symbolize, landmark, sea~ 
mark 
double repose 
1. temporary rest or cessa-
tion from acti vi tiy, eps. 
in order to refresh physi-
calor mental powers. 
2. a place of rest or safe-
keeping 
3. relief or respite from 
exertion or excitement. 
4. a state of peace or qui-
escence; quiet, calmness, 
tranquillity; stillness. 
5. a harmonious arrangement 
of figures or colors; a 
restul visual effect. a con-
trasting area of light and 
shade in a painting. 
relaxation, breathing-
space, lay to, lie by, lie 




1. place or lay (one 
thing) over another; cause 
to follow on and exist 
side by side with some-
thing else 
2. of two figures, sets of 
result, etc.: admit of 
being brought into coinci-
dence; have corresponding 
values, variations 
coating, facing, veneer, 
paint, plaster, patina, 
over-canopy, overlap, 
pave, lacquer, skinny, 
iron-clad 
'. :.>,.'~ ~.~.'j 
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obstruct 
1. place or be an obstacle 
in a passageway, openings; 
make difficult or impos-
sible to pass through 
2. retard the passage or 
progress of; impede, 
hinder the motion of 
3. stand in the way of, 
oppose, retard the course 
of, (proceedings, a pro-
posed action, etc.); 
frustrate (a person, 
intention, etc.) 
4. get in the way of, shut 
out, (a sight or view) 
fragment, houseless, 
vacate, break bulk, trans-






1. of a sound: be repeated 
as an echo, reverberation 
2. of a place: resound 
with an echo, give rise to 
echoes 
3. repeat (a sound, voice, 
etc.) by reflection or as 
if by reflection; repeat 
the words of, imitate or 
resemble the style, ef-
f t t of flatter by ec , e c., 
servile assent 
4. act as an echo, play 
an echo 
repeat, reappear, repro-
duce, reflection, mirror, 
photograph, parallel, 





1. make one way, proceed; 
walk, go; wander 
2. travel or pass over; 
go around or through; 
tread, tranverse 
3. follow the traces of, 
track, follow footprints, 
shadow 
4. discover, and find by 
investigation; ascertain, 
search out, discover 
evidence of existence of 
or occurrence of; find 
traces of 
5. follow the development 
or history of; go back in 
time, date back 
6. maek, make marks on 
7. draw the outline of 
link, connection, 
conjuction, bridge, line, 
painter, cable, slide, 
anchor, plaster, time, 
finger print 
11 













roof top classes in Wang Tai Sin, 1965 
People - groups of kids activates the roof 
of building. They react with the architec-
ture, not only occupying the interior. 
Roof, being a surface of architecture for 
human to react on. 
Architecture has rendered front, back, 
right, left, top, and bottom, factors of 
equal value. 
Doing homework on a street, Sheung Wan, 1965 
Place - street, more than circulation, a platform 
for human activities, kissing, studying, playing, 
sitting, doing homework. Human activities extends 
from inside to outside. 
Architecture is not limited by the walls at four 
sides, including the echoes with the surrounding. 
Architecture at crossing of street . 
Comic Strip on rental, Wan Chai, 1961 
People - wall, becomes another surfaces 
for human to react on, hanging string 
with comic strips and canvas as shelter. 
Wall is a backdrop for the performance of 
human activities. People attach to it. 
People being so close to the wall. 
Frontality to the wall. 
Architecture of layering 
Long lost youth, 1965 
Place - wall is not plain. It is surface 
of information, surface of interest, 
surface of reaction. Wall is not ob-
stacle, barriers to our eyes. It is sur-
face of visual interest. 
Distance between wall and the back of 
human: 1 m. 
15 
Convergence, scene at Maliushui train station, 
1963 
People - human inside the compartment want to 
reach out. Windows of two trains overlapped, 
spilt and overlapped. People in different com-
partment connected, disconnected and connected 
again. It is a process of changing; space, view, 
perspectives, time, orientation. 
Architecture of changing space. 
kiddies Rogatta, a scene in Victoria 
Park, 1970 
Material - water, one of the five basic 
elements to compose the world in Chi-
nese culture. Water, being an essential 
element to human life. 
Architecture of water? 
A midsummer day's dream outside a c~nema in 
Wan Chai, 1965 
People - human touch, skin to skin, the 
closest relationship. It is an intimate 
association with the surface of building, 
touch it by the surface of body. Human 
occupy every parts of the architecture, 
even a corner space. 
It is a place to egress, and a place to 
sleep. 
Blissful downpour after a long 
drought, 1963 
Material - water, a playful material 
for kids, a stimulating material for 
poet, a imagination material for 
theorist. Sound of water, movement 
of water, form of water, existence 
of water, in urban fabric? 
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Precious drops, 1963 
People - human act on architecture, hanging 
cloth on a piece of wire mesh. The permeability 
of this surface has been changed. Architecture 
is the urban device for human to operate. 
Queuing for water supply, 1963 
Place - a space, on the narrow 
pavement, next to the wall, under 
shelter, view to open area. People 
sit there, to see and be seen. 
Bills posting, 1964 
People - human break the hard surface of the 
wall. They left their fingerprint there; 
notices, advertisements, bills, news, post-
ers, etc. The surfaces are activated. 
Shoeshine boys on Cinema Lane ~n 
Central, 1964 
, Material - light makes the essence of 
all matters be visualized. Humans 
visualized themselves by looking their 
own shadow. Material is visualized 
under light to express their reflec-













Rush hour commuters ~n the underpass near 
Star Ferry Pier, 1968 
People - human bring energy below the 
ground. People interplay with the levels; 
underground, ground level, 1st floor, 2nd 
floor ... ;Light penetrates into the un-
derground space, contrast of darkness and 
brightness is visualized on the human 
body. They walk side by side with people 
and shadows. 
Nurse parading down South China 
Stadium, 1970 
People - natural profile formed by 
groups of parading human, without 
lines on ground to follow, yet with 
changing shapes on ground (shadows) 
to echo with. 
Gloucester Road in 1961 
Material - each unit of architecture express 
themselves on the facade, by names of the stall, 
association, advertisements, etc. They add life 
to the hard surface of concrete, mosaic tiles, 
Chinese characters, neon lighting, etc. 
Windiows, being the obvious architectural ele-
ment, make resonance with building structure. 
18 
from the image making 
process, 
solution [a] = developer for film 
solution [b] = stop bath 
solution [cl = fixer for film 
solution [d] = developer for paper 
solution [e] = stop bath 




water «< design element 
7.5 min. > 1 min. > 30 min. > 60 min. > 5 
s. > 5 s. > 5 s. > 5 s. > 5 s. > 1 min. > 
20 s. > 2 min. > 30 min. 
time «< design element 
light «< design element 
from • lmages 
Leung, 








surfaces of wall vs human 
architecture of all sides 
design with street 













from my own favorite 
• lmages, 










leads to architectural space 
> 
space indicator 
space of reflection 
veneer for space 


























texture . material . pattern 
light . shade 
geometry form 
AAAAAAAAAAAAAAAAAAAAAAAA design issues 
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Human sense 
any of five natural powers of sight, hear-
ing, feeling, tasting, and smelling which 
give a person or animal information about 
the outside world ... 
{sight} 
> an important sense that we use to scan 
through everything around us 
> architecture is somehow a kind of visual 
art 
> we experience architecture mainly through 
our eyes 
> we can see because there is light 
> whenever there is light, shadow appears 
> light gives color and distinction between 
different materials 
{feeling} 
> we touch the building, and feel the tex-
ture and material by our skin 
> we walk on the architecture, feel the up 
and down, and the levels 
> take off the shoes and feel the ground 
surfaces: grass, stone, water, bamboo 
> architecture can be felt, yet it creates 
changes of temperature 
{hearing} 
> architecture does not produce sound 
> some structures can be experienced acous-
tically 
> different shaped space and different 
materials reverberate differently 
> sound provokes imaginat~on 
> sound of water - white noise 
{smelling} 
> market has a smell of fresh food and meat 
> hospital has an odor of disinfectant 
> garden has an aroma of nature 
{tasting} 
> least related to architecture 






Look at the figure. If you trace the sides, you will see that they 
couldn't possibly be joined as drawn, assuming they are straight 
bars. Knowing it to be impossible, you nevertheless see a tri-
angle. Each of the corners makes sense singly and conforms to 
experience with objects (or drawings of objects) made of wood or 
metal bars. But no ordinary triangular construction can exist in 
three different planes at the same time. 
The wooden object that appears to be an actual impossible tri-
angle when people looks at it from the right vantage point. 
From the place where perspective aligns the two free edges, it 












> Alignment of view 
> Relationship between viewer and objects 
> [Time] as the forth dimension. 
> "steps move, view change" 
- Hiding 
-Iavering 
2.7 chinese garden 
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layers are aligned 
layers are oriented 
towards different 
direction, but views .---
are aligned 
. ", )::: •• III :/: • --
. I 
a layer with different shaped openings 
---------------------. i ---D F==-:::: :::: ::::--~-4---- -8-------------------'-+1 
frame the views framing each other double frame 
the same scenery are framed by different layers 
scenery outside the site are 
borrowed into the architecture 
view from interior to exterior 
view from exterior to interior, and 
through the interior •• ~~~m 
views are aligned with / 




r - - - - - - - - ~ 
~ - - - - - - - - . 
Walls openings and scenery are care-
fully aligned, allowing views to 
penetrate through several layers and 
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A B C D E F G H {E} {F} 
Openings on a single layers, wall, are 
designed with different shape to enhance 
the penetration of space between the corri-
dor and the exterior. As the viewer moves, 
outside views can be captured continuously. 
A series of fragmented images are being 





Particular scenery is 
viewed through certain 
openings, making it like 
a painting framed on the 
wall. The framing can be 
unidirectional or bi-di-
rectional. The frame, 
windows or gates can be 
arranged as a single 
layer or double layers . 
garden 
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Exterior views are brought 
into the interior, break-
ing the boundary in-be-
tween. The scenery lS 
viewed through the door-
ways. The contrast in 
brightness between outdoor 
and indoor space makes the 
object much more simulat-
ing. Sometimes, a room with 
doorways at both sides 
forms a visual corridor to 
allow views to pass 
through. 
Greenery is located at the 
turnings of the corridor. 
When people pass through the 
corridor, their view is 
aligned with the vegetation. 
It softens the hard sur-
faces of turning, and brings 
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Architecture in Chinese garden is hiding up par-
tially to increase spatial depth and raise the 
interest of people to walk deeply into the place. 
Sometimes, the elevation is blocked partially by the 
planting and rock, or the elevation is situated in-
between the vegetation. 
A design process 
The example of a design illustrated was developed from the southern courtyard of the 
Zhan Yuan, an early Ming dynasty garden located in Nanjing. In this illustration, the 
design procedure does not necessarily reflect the actually process by which the Zhan 
Yuan was designed and built - no such document ever existed in Chinese garden history. 
It was reconstructed as an academic exercise to demonstrate what the design of a tradi-
tional Chinese garden would entail . 
•. ~) 
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A: once a site was selected, the first decision would invariably establish the sitting of the main 
hall. Ideally, the main hall should be located in the northern section of the garden, facing south 
when possible and overlooking the best scenes that the garden would provide. 
B: the garden proper was enclosed on all sides, usually by high walls, which were an integral part 
of the garden. Ancient trees were desirable and 'artificial hills' necessary. The heights of the 
main hall, trees, and rocks were decided (except fro existing trees) to allow the proper 'borrow-
ing', in Ji Cheng's terms, of scenes from above the garden itself. 
c: skilful subdivision of spaces would make a small garden appear large and, at the same time, 
provide varieties of scenery in the garden. Subdivision was the key to the creation of a sense of 
boundlessness in space within a limited site. 
D: a pond was created as a final touch for the composition. An indispensable element, water not 
only gave contrast to rocker~ and provided a mirrored image of scenic objects, it also gave life to 
and mobilized the static artificial hills in a garden scene. 
E: a variety of latticed windows were used to lure the visitor into the garden's space. A moon 
gate and other geometric openings were employed to frame garden scenes and to create depth of 
space. As a rule, no dead end was allowed in any garden space. The climax of a garden was reached 
only by following a carefully designed sequence of 'hiding', 'leaking', and 'revealing' scenes of 
enchantment, as the visitor was never allowed to see the panoramic whole of the Chinese garden at 
the outset. 
F: to complete the design, the final step was to hide the source of the pond and to conceal the 
footpath amidst mountains and valleys. 
g;'''',. 
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Garden as an ideal 
As an expression of 
an ideal, a Chinese 
garden can be read as 
a metaphysical em-
bodiment of an ideal 
romance (stories un-
told), an ideal char-
acter (undisclosed 
grievances), an ideal 
ambition (dreams un-
fulfilled), or an 
ideal world (visions 
not utilized), in 
which the qing (feel-
ings captured while 
, flowing' from li t-
erature) and the jing 
(form embodied in 
scenery 'projecting' 
out of visual images) 
have been merged into 
one. 
Garden as an the 
setting for a good 
life 
" 
= n plan~ o~ rock 
. a = an enclosure 
Garden as art 
In Yuan ye, Ji advo-
cates a natural look 
in designed scenery so 
tha t 'though man-
made, it will look 
like something cre-
ated naturally' In 
Ji's estimation, 
'skill in landscape 
design is shown in the 
abili ty to "follow" 
the lie of the land 
and "borrow from" the 
existing scenery; ar-
tistic excellence is 
shown in the "suit-
ability" and "appro-
priateness" created' 




Daylight is forever in the making. It drives and 
mutates through hours and seasons, shifting in angle, 
now grazing and now frontal. It pulses in intensity, 
fans through changing colors and shades, softens and 
sharpens, dims and brightens, empties and replen-
ishes, disappears and reappears. As otherwise abso-
lute shapes are brought into motion and animated by 
this luminous carrousel, they are loosened from per-
manence and granted a temporal existence. Immobilize 
figures start to move, frozen objects thaw, rigidity 
limbers, earthbound things fly. 
There are deep emotive reverberations between light 
atmospheres and our feelings in the cheery 
invigorati ve light of a sparkling days, the soft 
dreamy light of fog and snow, and the depressing 
light that is flat and dreary. Exhilarative lights 
"lift" our spirits just as grim lights lower and sink 
them. Many of our moods are described through lumi-
nous metaphors - states of delight, radiance, sunni-
ness, rosy expectation, lightheartedness, beaming, 
sparkling, and glowing, versus conditions of gloom, 
bleakness, the blues, and darkness. Changing emotive 
qualities endow places with a kind of soul, an images 
of our own exis tence that permeates yet is apart from 
matter, allowing us to feel related personally to our 
surroundings. By striking ever changing sympathetic 
chords, light enhances the physical world's capacity 
for human identification and communion, relieving 
some of our basic ontological solitude. 
Koshino House addition, Tadao Ando, 1984, living room wall, 












House o f She lls, Salamanc, 
Spain 
Sperlo nga, Italy Li gh t and 
dar k thresho lds 
w E 
hong kong 
longitudes 114 0 east 
latitude 22.5° north 
House of Shells in Salamanca, encrusted with 400 scallop 
shells sculpted out of the same golden stone as the wall. 
Around midday the sun begins to skim onto the highly 
tactile western facade, its introductory overture being 
to pick out the tips like so many stars hung on a dark 
scaffolding, Then long shadows shoot out as the flat wall 
receives its first light, a kind of miniature dawn when 
the penumbras for a while reach one to the other and fill 
the entire surface with a blackened hatchwork. Within 
what seem only minutes the shadows separate and gradually 
shrink back to their casting figures, until the entire 
wall is rendered shadowless in a frontal light. 
Villages with controlled and winding streets, yet whose 
walls are highly senitized to the angling sum, tend to 
transform optically with every passing hour. The tortu-
ous complex of Sperlonga is especially transient since 
each of its intersecting footpaths is a uniquely shaped 
cavity. 
From one moment to the next, each path evolves through 
new and unexpected optical compositions, as each angled 
corridor receives its own glance of recognition, blazing 
up for a brief moment in the sun, causing the entire 
village to pulse and fluctuate through time in a "mov-









Nortre Dame du Haut, Ronchamp, 
france, Le Corbusier 
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The interior is composed as a great wheel of mutations. At dawn 
the eastern wall alone is awakened by the sun, its scattered 
holes twinkling like morning stars. A larger opening containing 
the old statue of Notre Dame du Haut is filled with a corona so 
intense that the figure inside is melted and dissolved, an appa-
rition of consumed and irradiated matter in which the white blaze 
appears to purify the Virgin by shrinking and bleaching her tis-
sues, while the beam of light sent inside writes a curved signa-
ture around the altar. 
Soon, sunlight begins to slip into the tall rupture between east 
and west walls, to be retarded and caught inside clustered 
baffles that are corroded by the blaze. A concentrated luminosity 
builds within this crevice, its overflow spilling inside as 
streaks along the floor, and washing a portion of the large south 
wall whose figure ground pattern of shadow enveloped lights is 
temporarily reversed into a bright plane pitted with dark cavi-
ties. 
Through the middle of the day, the grandest sequence unfolds 
among enormous embrasures cut out of the thick southerly wall, 
their openings filled with a mobile light. Each angled chamber is 
different in shape, with its own assortment of sloping reveals, 
and some of these auricles open out to the sky while others open 
to the interior with widely splayed facets. The diversity of 
orientations and shapes gives each chamber a somewhat different 
period of illumination and quality of light. Outwardly directed 
apertures have a steadier brightness, while the inwardly aimed 
openings are swept with changes as the sun grazes past different 
facets. Bits of colored glass in the windows are struck by sun-
light at various times of afternoon, perfuming chambers with 
delicate tints, throwing amber against light blue, streaking 
cobalt with yellow, painting green alongside red. 
As midday sun strikes the main door at right angles, it brackets 
the panel with streams og light passed through vertical slits, 
the rays burning away at hinges and making the door float in a 
manner similar to the roof, which has also been cut free by a 
ring of light. 
Paralleling the transience of the walls is an atmospheric alchemy 
in the side chapels. Rising above the more private altars are 
tall light-shafts fed by hooded scoops of different orientation, 
each capturing its own dose of sunshine. Two back-to-back scoops 
divide up the morning and afternoon sun, dimming and brightening, 
awakening and falling asleep as the sun turns, while the largers 
tower facing north receives a more continuous glow in its vitre-
ous facets. 
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light well light slit window prism 
inflated facade irregular volumes light funnel light chamber 
I look at the shadow 
shadow of shape 
shadow of life 
shadow of rhythm 
shadow of direction 
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Shadows have the power to evoke images 
of another reality. # Shadows bring 
out the essence of reality by creating an 
awareness of depth and dimension. They seem 
like musical compositions accenting the 
contours of the visible world. # Most of 
us don I t bother to look at shadows; we 
are more conscious of the objects from which 
they are cast. But if we recognize shad-
OWS as part of reality, as when we see a 
composition of the trellis, we can discover 
a masterpiece of nature. # My own shadow 
tells me more about myself than my image in a 
mirror; the former a part,of myself while 
the latter is a flat 
piece of painted glass that usually 
lies! # Shadows seem to bring us 
into visual contact with transcendent 
realities. # Shadows are the most 
transient aspect of the world around us 
and logically we should associate them 
sequence of shadows 
from a camellia 
tree, as the sun 
emerges from clouds 
with the most ephemeral experiences. # 
Shadows contact us to the world of 
imagination, for when we look at shad-
ows we are not focusing on the objects 
to which they belong, but the forms they 
create themselves. And they seem to have 
the quality of an enduring reality. # 
We are looking at the forces of cre-
ation. Everything that exists may be 
present only for an instant, like a 
shadow, but that instant is part of an 
ultimate reality. # 
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Photography is but one phase of the human expresslon; all 
art is the expression of one and the same thing-the rela-
tion of the spirit of man to the spirit of other men and to 
the world. 
Ansel Adams 
through the studies, elements of photography 
are defined as; 
moments . light + shadows . vista . abstract composition . fragment 
> they are the keywords in the design 
program It is a place concernlng the spiritual life of 
man. 
It is a place for agnostic, yet all are welcome. 
It is a place for wondering, once you enter, there 
lS a program already. 
It is a place for people working nearby, who want 
an emotional exit. 
It is a place for people to get advancement 
their emotion and spirit. 
Spirit Centre, which contains 
> meditation space 
> reference library 
> space for counseling 
> place for thinking 
34 
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The site is an island In the 
urban context, a green spot in 
the greyish surrounding, an 
eye-catching point in the envi-
ronment, a piece of natural 
land in the hard surface, a 
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> sun light as the primary design force 
> Morning and evening are chosen, as they are the 
threshold of lightnes~ and darkness. 
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> building mass is sunken 
inside the mount, fragments 
are exposed on the slope 
surface as hints to the 
space 
> people lS penetrating into 
the volume of the mount, 
from lightness to darkness, 













































> Spiral circulation 
with increasing levels, 

































> design from the eyes, 
what can be seen, 
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> plan at level +26.0 
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> visual sequence 




> a spiritual journey from self-ori-
ented to the openness of one's mind 
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> entrance as apiece of fragment ex-































> entrance pointed to 
the glass lift shaft 
which allow light to 
penetrate into the 
internal space 
> exposed from 
ligthness to darkness, 




























> Light well are pointed to particular sun angles 
to capture sun light at certain moment 
> as people move up, they capture the last vista of 
the urban context by the first light well 
> for other light wells, people can see nothing 
framed by it, but a square of sky. 46 
plan at level + 10.0 
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_ . l.astvis-ta t :a: the 
urban context-
winter 0-9-0-0--. , " , ' . 
sprlng: / autumn 0-9-0-0-.. . . . . . 
> it is a space to bring out time 
> It is a space to let people to 
reloca-te- themselves-, ins-ide a-nd 
outside t physically and spiritually 
I. last vista to the urban context 
" "2. winter . 0900 
" " " ,," 3. s PI:: In 9 / a ut umn . 0 900 
" 4. summer. 0900 4-7 
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> light slit for sunlight at noon in all 
year to penetrate into the space 
> elongated shadows of the beams sweep 
over the fair face concrete wall 
> a fragmented line of sky lead the way 
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> view is expanded and directed up 
> an inverted cone shaped space 
framed a circular view of sur-
roundings 
> height of skyscraper is focused, 
which contrast with the sunken 
feeling brought out by the In-
verted cone 






















> meditation space, as a light chamber, 
to receive evening sunlight in winter. 
> The dim light of the space would be 
swept out by the yellowish light at 
sunset, enlighten the whole chamber 
> Shadows of the screen projected on the 
white wash interior surface 
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winter . 1630 
all year . noon 
spring / autumn. 1700 
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> the canopy of the reference 
library is composed of pieces 
of metal in a folded form. 
> Surfaces face to different 
direction, which reflect sun-
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> The edges of the metal pleces lead 
man vision towards different direc-
tions, the form of the canopy changes 
as people moves around it, visual 











> Steps lead people to the top level of 
the mount 
> light slits orientated towards the 
direction of evening sunset in winter, 
allowing sunlight to penetrate onto the 
steps 
> the alignment of the step, direction 
of people's movement and the long strip 
of light, interact with each others. 
---
alignment of the steps, man's 
movement and the long strip of 































> pavilion for meditation are 
organized as objects in the 
space, elevated physically, which 
make people to focus and concen-
trate again 
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summer . 0900-1100 
spring / autrnun . 0900-1100 
winter . 09-1000 














> journey ends at the space for coun-
seling service, which is characterized 
by walls, which framed the view of the 
trees on the slope outside, with 




1 250 study model 
56 
1-200 final model 
57 
1:150 enlarged model I 
1:150 enlarged model II 
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1:150 enlarged model x 2 
8 mm lam. safety 
glass 
. 
8 mm cover strip 
26 mm double glazing with 
lam. saftey glass 
60/60 mm power-coated 
channel section 




















































layer of gravel 
40mm polyurethane 
insulation 




----- exposed concrete 
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No . other building material is so versatile in its use ' and 
wor kability as concrete. It is economical; and as a result . 
,of the standards governing its manufactllr~ ~ an~· ;us-e incon~ .. 
str-uction, it dan be produced to a c 'onstan t,rel r able qual -" ~ ' .. 
ity. Furthermore, because of its initially fluid state, it . 
' . :;·· cari. be' .cast toa.nY required , shaped, . ',.givFi,q·t tD.:e a.p:p:rop.r~ate :\ ;~ \':,-
" . " . - . . ," -:' ~...t .:-- • "' ." ", .,. . . . . ';- "; . ,; -', . ,..: ',' . ( 
formwork. Where ' left in an exposed f 'orm , . COD,crete ' can · be .. .. 
important design element, the expensive range : o£ which may 
be e x tended through the use of colour~d ce~ents and pig-
ments. Furthermore, the surface can betreated 'in a number 
of ways, from polishing to sandblasting 'andbrush hammer-
l.ng. 
Apart from the mix, the most important design ' aspect for 
exposed concrete construction is the surface of the shut~ 
tering. It is important, . therefore, to specify the support-
ing st r ucture, the face-contact skin, the working of the 
concrete and the desired surface finish separately. The 
formwork skin should be supported by a structure that can 
withstand the loads incurred during the concreting process; 
i.e. the vibration used in compacting the material. Formwork 
consists basically of the face-contact skin, the supporting 
structure, yokes, ties and spacers, and load transmitting 
members such as anchoring, strut, etc. The appearance of 
the concrete will be largely determined by the formwork 
skin and the arrangement and form of the ties. In specify-
ing the skin, one differentiates between absorbent and non-
"; -~. · :V :- · ' .· , '0' 
':'~ :<:: . 
.' __ . __ ... abS QIhent __ .B..u.r£ac"p"s~. _ . ___ ~_ ._ " '_ ".~_~ ___ " . " _'. _._. _ _ __ . ___ ._ . _____ --=-__ _ . .. ..  ' .....:-_._ ... ~-"-~_ .. ~_~; ~h._· _. -.... .. ___ _ 
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The absorbency of the skin is also an important factor on determining 
the type of release agent that is applied. The following commonly used 
formwork material have an absorbent surface. 
n wood boarding for formwork comes in standard widths of between 8-
12 cm. The surface may be worked in a number of ways. Rough sawn boards 
, are strongly absorbent and produced a dark concrete surface. Wrot 
boarding i s less absorbent, has a smoother texture and results in 
lighter coloration. Sandblasting and brushing can be used to produce a 
textured surface. The boards can be fixed to the supporting structure 
with nails, screws, clips or concealed fixings. Where nails are used, 
care should be taken to ensure a regular layout of the fixings and a 
constant depth(recessed, flush or raised) . 
n Chipboard is either pretreated or left rough and produces a 
finish similar to that of wood chip wallpaper 
n Three layer softwood laminates have an improved surface finish. 
The board structure is visible in the surface of the concrete. 
n Laminated or veneered boards have a surface that is not coated 
with a fi~, so that the wood texture is visible in the face of the 
concrete. 
n Fibrous drainage matting may sometimes be stretched over the face 
of the formwork to produce a high-quality finish almost without pores. 
Care should be taken that no creases are formed in the matting. 
The following materials may be used where non-absorbent formwork lS 
required. 
n Laminated or veneered boards with up to 15 layers and with a fi~ 
coating on both faces produce a smooth surface with a pronouncedly 
porous texture. 
n Steel sheets result in smooth, light-coloured surfaces and the 
creation of pores. The sheets should be carefully cleaned to avoids 
rust stains in the concrete. 
n Plastic skins produce extremely smooth surfaces, a composite 
product on the market at present is being test as part of formwork 
system, though it would seems that plastic system are not ideal 
61 
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